The present essay considers the Jesuits' relationship to musical culture along the confessional frontier of Germany, where the immediate presence of religious difference led to an explicit marking of space and boundaries, not least through visual and aural media. While Jesuit reservations concerning the appropriate use of music were always present, individual churches and colleges soon developed ambitious musical practices aimed at embellishing the Catholic liturgy and stimulating religious affect. The present essay traces a gradual shift in Jesuit attitudes toward music between roughly 1580 and 1650, showing steady growth in the Society's use of musical resources in churches, colleges, hymnbooks, processions, and theatrical productions in the confessionallycontested German orbit.
The origins of the well-worn phrase "jesuita non cantat" (a Jesuit does not sing) remain obscure, but it is clear that recent decades have seen a new upsurge of scholarly interest in Jesuit music.1 It is especially instructive to consider the Jesuits' relationship to music close to the confessional frontier of the Holy Roman Empire, where the immediate presence of confessional difference led to an explicit marking of space and boundaries, not least through visual and aural media. It was in this region, perhaps, that traditional Jesuit objections to the use of music were most quickly challenged, and the immediate example of Lutheran polyphony and hymnody-note Adam Contzen's (1571-1635) remark in his Politicorum libri decem (1621) that "the hymns of Luther have killed more souls than his writings or declamations"-likely encouraged Jesuits in the German theatre to reach for music more readily than elsewhere.2
Despite continued official admonitions against the (over)use of music, evidence begins to mount in the 1580s for a more pragmatic and liberal use of music in various Jesuit residences north of the Alps. Drawing on recent research in the German orbit, this essay traces a general shift in Jesuit attitudes toward musical practice between roughly 1580 and 1650 in the contested territories of the empire. Several elements of this shift will be considered: the gradual expansion of musical resources in Jesuit churches, colleges and congregations; Jesuit initiatives in the production of hymnbooks that offered orthodox alternatives to Protestant hymns and psalms in the vernacular; and the Jesuits' public projection of Catholic ideology by means of elaborate processions and theatrical productions involving both visual and aural media. Despite persistent reservations about the propriety of music among some Jesuits, these phenomena suggest a growing role for music as a resource for sensuous affect and confessional polemic in the contested geography of the Holy Roman Empire.
Music in Jesuit Churches, Colleges, and Congregations
On balance, the earliest Jesuits took a negative position with respect to music, as it fit uneasily within a practice heavily oriented toward missionary work and away from the cycle of fixed monastic observances. As is well known, the original Constitutions of the Society forbade its priests from singing the office hours or owning musical instruments, but one must be skeptical about a journal of jesuit studies 3 (2016) 377-397 blanket condemnation of music on the part of the Jesuits, some of whomincluding Ignatius himself-expressed flexibility in their views and were more concerned to eliminate abuses than to ban music outright.3 Moreover, the injunction against music-making applied to Jesuit priests themselves, and not necessarily to the students and seminarians in their colleges, who would routinely sing in divine services and learn chant, at least, in the course of their studies.4 North of the Alps, we find that by the 1550s numerous Jesuit establishments were already cultivating church music, creating "new facts on the ground" that persisted in an uneasy tension with official parameters and pronouncements.
The situation at the Jesuit colleges in Vienna and Prague, founded in 1552 and 1556, respectively, is instructive.5 In both places church music was introduced almost immediately; in Prague, at least, it was the "music-loving" Bohemians themselves that pressured the rector to institute a sung Mass. Introduced without first securing permission, these novelties quickly brought down censure from Rome, but the interference of Pope Paul iv (r.1555-59) in 1558 and 1559-who insisted during his brief tenure that the Jesuits should sing the offices like monastic orders-seems to have given both colleges the necessary space to expand music in their churches. At Vienna a sung Mass and vespers were introduced at Christmas 1558, drawing an enthusiastic commentary from Theodore Canisius (1532-1606) who judged it "fitting for attracting the people here to divine services."6 By 1564, Jerónimo Nadal (1507-80) could write from Vienna that much good is done (with the divine grace) by the offices in our Church. On Sundays and feast days, Mass and Vespers are sung with organ, according to the custom of the land, since a great part of the brothers usually know how to sing very well. On Saturday evenings they also sing the Salve with other hymns and prayers of Our Lady; and on Sundays after Vespers, the litanies-all with the organ […]. This is very suitable against the heretics; they are upset by this, and the Catholics, on the contrary, receive great consolation.7
Two years later Nadal drafted a set of detailed instructions governing music in the divine service at Vienna, which allow regularly for a polyphonic Mass ordinary, vesper psalms in falsobordone and a polyphonic Magnificat, and even motets during the course of both services; the amount of polyphony, moreover, might be expanded for major feast days with the permission of the rector or provincial.8 As for Prague, the rector Paul Hoffaeus (c.1530-1608) reported in early 1559 his great satisfaction with sung services there, which not only pleased the ears of the visiting Duke Ernst of Bavaria (1500-60), but also were of "great edification" for the people more generally.9
The Jesuit generals and their immediate subordinates sought to restrict and regulate the further expansion of music in the northern colleges, but the earlier momentum could not easily be reversed. Concerns mounted that an overemphasis on music could distract Jesuits from their mission and hinder the laity from proper devotion in the churches. Nicolas de Lanoy (1548-81), the former rector at Vienna and now visitor to Austria, expressed such reservations in 1577, and General Everard Mercurian (1514-80) came out especially against the Austrians' use of wind and organ music the following year.10 The evident musical enthusiasm of the Molsheim Jesuits drew fire from the Rhenish visitor Oliver Manare (1523-1614) in 1585, who complained that "too many Jesuit priests rely too heavily on music," which, contrary the Society's statutes, was threatening to become obligatory.11 In the same year, he ordered the abolishment of music Official objections aside, there is considerable positive evidence for the spread of church music among the German Jesuits. To cite only a few examples, a document from the Jesuit curia archive in Rome (c.1586) urged general caution with respect to church music in the Rhenish province, but also described the routine inclusion of motets as substitutes for various items of the Mass proper and to accompany the elevation. Vespers, too, was decorated with a combination of chant, falsobordone, and polyphony, with motets performed at the end of the office.20 In Cologne, one of the largest colleges of the province, there is considerable evidence for routine church music as well as more sumptuous ensembles for major feasts and occasions, particularly after the completion of the new church of St. Mariae Himmelfahrt in 1629.21 To the south in Munich, the Society's musical life was greatly enriched by the Bavarian Wittelsbachs, who donated their massive new church of St. Michael (1597) and encouraged musical collaborations with the court chapel; it is little surprise that the music of Orlando di Lasso (1530/32-94) is well represented in the church's extant choirbooks.22 The boys of the Jesuits' so-called Domus Gregoriana, founded for poor students by Duke Albrecht V (r.1550-79) in 1574, Whether drawn from these anthologies or not, sacred concertos were heard at Munich by 1633, the year that the congregation of the Upper German province issued a memorandum explicitly allowing their use as long as they were suited to devotion and shunned "vain" or "secular" features.25
The introduction of concerted music with thoroughbass and greater vocal virtuosity did indeed lead to concerns that overtly secular, theatrical styles would overwhelm the traditional gravity of liturgical music.26 Jeremias Drexel (1581-1638), the long-serving court preacher to Elector Maximilian I of Bavaria (r.1597-1651), wrote in his Rhetorica caelestis (1636) that "now a new species of singing is dominant in the temples, but it is showy, curtailed, dance-like, very little religious, indeed, but more suitable for theatre or dance than for the temple." Drexel rejected the moderns, urging his readers to "let at least something of the old religiosity of sacred music be revived […] . Let the music of the temples be of the kind which does not confuse prayer but arouses and kindles it."27 Georg Wittweiler (1556-1633), the author of the Catholisch Hauß-buch (Catholic house-book, 1631), echoed these concerns with "secular, frivolous melodies" and warns against those "who will never stop with their pipes and trombones." At the same time, however, he insisted that sacred music, in principle, was to God's glory, moved souls to devotion, helped to pass the time in pious thoughts, and was a proclamation of true faith. "One abides in the divine service far more easily and readily," he writes, "when lovely song is heard, as may be seen in many other places. Drivers and travellers pass their time through the fields with song, and even for children in the cradle, singing makes the time pass more pleasantly."28 For Wittweiler and his contemporaries, the presence and edificatory potential of church music in the German provinces was taken as a given, even if it still required discipline and regulation. Paraliturgical, devotional, and recreational contexts in the Jesuit colleges offered broader contexts for musical performance. The litany, with its textual stress on the intercession offered by the Virgin Mary and the saints, became a locus of devotion in the Catholic world and especially among the Jesuits, who increasingly offered musical litanies on Saturdays or Sundays, sometimes in conjunction with traditional Salve services honoring the Virgin Mary.29 The Jesuits also featured Lenten devotions involving musical performances of the psalm Miserere mei Deus, as well as so-called "cradle devotions" (Krippenandachten) at Christmastime, when a constructed cradle with the Christ child would be rocked to the sound of music.30 Recreational music within the colleges was permitted, but subjected to increasing scrutiny. In 1575, Mercurian permitted non-heretical, ecclesiastical music, but "compositions with disgraceful texts or music, or a manner of singing in which obscene or vain 
Jesuit Hymnody in Germany
By the early seventeenth century the Jesuits well recognized the potency of vernacular song for religious edification and propaganda, and in fact had become the primary force behind the publication of Catholic songbooks and chapbooks that sought to recover some of the landscape lost to the hymns of the Protestants.47 Apart from some isolated chapbooks containing vitriolic contrafacta of popular Lutheran melodies,48 Jesuit songbooks tended to avoid overt confessionalist propaganda; they were either larger-format compendia for a variety of uses, on more literary, overtly devotional products that By and large these larger-format songbooks of the Jesuits addressed a wide variety of potential contexts, ranging from the liturgy-note that the Mainz Cantual, for example, provides for a German Singmesse for churches where a complete Latin choral service was impossible-to catechism instruction, processions, pilgrimages, and general devotion. By recovering and repackaging traditional, pre-Reformation songs, the Jesuits appropriated a venerable tradition of religious singing that was uncorrupted by heretical novelties. But new songs were also composed by some of the Society's most prominent writers and poets, including Conrad Vetter (d.1622), Jakob Bidermann (1578-1639), and especially Friedrich Spee (1591-1635), whose posthumous Trutz Nachtigal (Nightingale-in-Despite; Cologne, 1649) remains one the most famed collections of baroque religious poetry and song.53 While Spee's earlier songs (published anonymously in the early 1620s at Würzburg and Cologne) are direct and didactic, and designed largely for the needs of catechism,54 his later work transmitted in the Geistliches Psälterlein and Trutz Nachtigal exhibits a fine literary sensibility, offering carefully crafted religious poetry with a strongly pastoral, bucolic profile suited to the meditative practice of a literate audience, and generally avoiding confessional polemic. Overly sophisticated melodies are not to be found in the Jesuit song repertory: the new tunes were simple and straightforward, and authors like Vetter and Bidermann often made provision for singers to substitute their own melodies at will, allowing these texts to spread more easily through familiar tunes.
Rather than an organic expression of popular, Catholic piety, Jesuit songs were part of a programmatic missionary effort designed to encourage orthodox belief and pious practice in the world. They made abstract ideas concrete; encouraged submission to God and one's personal identification with the characters and narratives of holy scripture; and provided saintly models for emulation.55 Further research is needed to clarify how often they were sung by lay (Fig. 1) .62 Vogler provides exquisitely detailed instructions on how songs, liberally interspersed within a program of prayer, instruction, and examination, could shape the experience of children's catechism-not a few of them were designed, in fact, for children's annual "catechism processions." Vogler provides 152 songs-some of which are in simple polyphony-but he also permits catechists to substitute other melodies at will and even provides a number of short refrains of text and music that the illiterate could quickly memorize and insert between the strophes of other songs. Vogler's Catechismüs, a bellwether of the genre, would be widely adopted in German Catholic territories and bishoprics in German-speaking lands.
Jesuit Spectacle and Theatre in the Public Sphere
Vogler's catechism processions were only one facet of a broader Jesuit effort to project their religious culture into the public sphere through a variety of aural and visual media. Urban processions were indeed a key element of their strategy, and took on heightened confessional significance given the longstanding roots of the Reformation in the cities. Jesuit students sang and played instruments both in the grand sacramental processions for Corpus Christi and in evening processions on Good Friday, spectacles that often featured marching flagellants and torchbearers. Possibly originating in Jesuit Lenten devotions, the latter were common by the early 1600s and provoked strong reactions in cities with significant Protestant populations. Michael in 1597. The drama lasted some eight hours, involved some nine hundred persons in total, and concluded with the breathtaking descent of the "dragon of unbelief" and three hundred demons into the abyss, followed by a triumphal procession of the church. The large-scale choruses by Georg Victorinus have not survived, but it is plausible that Lasso's motet Tibi progenies unica patris was heard as the final chorus of the saints. 69 As the seventeenth century wore on Jesuit theatrical music began to resemble broader currents in Italian opera and oratorio. This was not without controversy: music in Jesuit drama had already operated as a symbol for immorality, lassitude, and misbehavior (note Lasso's "drinking choruses" in Udo of Magdeburg), and we have already seen Jeremias Drexel's explicit criticisms of theatrical music in his Rhetorica caelestis (Heavenly rhetoric, 1638). Nevertheless, in March and September 1643, respectively, two thoroughly remarkable works were presented there that far outstripped earlier productions in musical ambition: Philothea is Theophilus by the Jesuit Johannes Paullin (or Silbermann, 1604-71). The music for Theophilus is lost, but Philothea survives in a manuscript score (1650) and a set of printed partbooks (1669).70 A fully sung drama-one may debate whether it should properly be classified as an opera or oratorio-consisting of arias, concertato pieces for few voices, and choruses, Philothea is entirely composed of texts assembled from scripture, with special prominence given to Canticles texts with which the female protagonist Philothea expresses her desire for Christ and union with God, having rejected the wiles of World, Flesh, and Satan.71 Barbara Münch-Kienast has demonstrated the parallels between Philothea's journey and the course of the Jesuit Spiritual Exercises,72 but of more immediate impact on viewers was Paullin's deployment of instrumental timbres to embellish the song of individual characters: violins for Christ and the angels, a violetta or viola for Mercy, Clemency, Divine Love, and the weeping Philothea, and trombones for Justice and for Christ as judge, to name a few examples. This instrumental color is favored over vocal virtuosity, as Paullin openly embraced what he called a "stylo mixto" (mixed style) in the singing that emphasized a fluid arioso and largely syllabic text setting.73 Despite its impressive orchestration, then, Philothea projected a certain simplicity and directness of expression that seems to have been met with enthusiasm by its audiences. We are told, for example, that a 1650 performance in Fribourg was seen by a great number of female audience members, "and there was so much noise, crying out, and tumult that hardly anything could be heard."74 Philothea, performed in thirty-three different cities between 1643 and 1754, is powerful testimony to the Jesuits' judicious embrace of modern theatrical music north of the Alps, and foreshadowed even more operatic modes of religious drama in the later seventeenth century. 75 
…
The preceding essay sketches only a few key developments in the Jesuits' use of music in the Holy Roman Empire, and can only hint at the musical richness to be found in their liturgical and devotional practices. Moreover, by concluding around 1650 it cannot explore how many of these phenomena-liturgical music, congregations, processions, pilgrimages, and theatre-would come to full flower by the early eighteenth century, the culmination of what might broadly be called the culture of baroque Catholicism. Nevertheless, it is instructive to see how Jesuit attitudes toward music evolved in the earliest decades of their presence in German-speaking lands, especially given the tumultuous confessional struggles that defined that era. Despite persistent concerns from the Society's officials, the Jesuits gradually came to acknowledge music as an attractive missionary tool. It helped foster a more theatrical sense of Catholic liturgy, enhanced paraliturgical rituals, devotions, and theatrical journal of jesuit studies 3 (2016) productions that helped foster a distinctive sense of Catholic identity and, not least, it helped people memorize and internalize critical points of doctrine, not a small thing given the Jesuits' intense interest in education. In the broadest sense, Jesuit music decisively altered the soundscape of the Holy Roman Empire in these critical decades, creating and shaping new kinds of confessional spaces in a fragmented and contested religious landscape.
